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An "Educational Exhibition"
The Precursors of Entartete Kunst and Its Individual Venues
You ask about the causes and sense of this hatred: 
it has neither sense nor cause! Politics—in other 
words, the will to power.
Gerhard Marcks, 1937'
ou should talk quietly there's a dying man 
in the room. Dying German culture— 
within Germany itself it no longer has even 
catacombs at its disposal Only chambers of 
horrors in which it is now to be exposed to 
the mockery of the rabble, a concentration camp for the general 
public to visit Things are becoming more and more insane."2 These 
grimly macabre remarks by the Jewish philosopher Ernst Bloch were 
written in the summer of 1937 following the opening of two exhibi­
tions in Munich, the Crosse Deutsche Kunstausstellung (Great German 
art exhibition) at the Haus der Deutschen Kunst and Entartete Kunst 
in the arcades of the nearby Hofgarten Together these exhibitions 
marked the spectacular climax of National Socialist cultural policy
A whole system is being exposed to ridicule here.
Berliner Borsenzeitung, April 12, 1933
The precursors to "Entartete Kunst"
Systematic and institutionalized attacks on modern art began with a 
vengeance only a few weeks after the National Socialists' seizure of 
power3 The Gesetz zur Wiederherstellung des Berufsbeamtentums 
(Professional civil service restoration act), which was passed on 
April 7, 1933, was designed to restore a tenured civil service, thus 
creating a legal basis on which to dismiss unaccommodating univer­
sity teachers and museum officials on racial or political grounds 
Even before this, leading figures from the German artistic world had 
been driven from office—and in some cases from the country—and 
replaced by people more in sympathy with the views of the NSDAP 
(Nationalsozialistische Deutsche Arbeiterpartei [National Socialist 
German workers party]).
Largely at the bidding of the new directors of the country's 
museums, and with the support of local organizations with nationalist 
leanings, such as the Kampfbund fur deutsche Kultur (Combat
league for German culture), special exhibitions were arranged in 
various towns in which the local collections of modern art, no matter 
to which school the artists belonged, were displayed in a defamatory 
light and offered up to public ridicule. In their political function, ide­
ological thrust, and propagandist aims these exhibitions anticipated 
Entartete Kunst.
Table I appended to this essay gives a schematic overview of 
these pre-1937 exhibitions, which were frequently and popularly 
described as Schreckenskammern der Kunst (chambers of horrors of art) 
or Schandausstellungen (abomination exhibitions).4 A glance at the 
names of some of the individual exhibitions—Kulturbolschewistische 
Bilder (Images of cultural Bolshevism) in Mannheim, Regierungskunst 
<918-1933 (Government art 1918—1933) in Karlsruhe, and Novembergeist: 
Kunst im Dienste der Zersetzung (November spirit: Art in the service of 
subversion) in Stuttgart, to name three—reveals their political 
character and ideological import. The works of art exhibited were 
not disparaged for their own sake, but "falsely treated as 'documents 
of the age of decadence' and used to make a sweeping public con­
demnation of the cultural policies of the 'Weimar system ”'5 By 
wreaking vengeance on art the National Socialists sought to settle 
old scores with the democratic Weimar Republic and thus lend both 
legitimacy and internal political stability to their own rule This aim 
was supported in propagandistically effective fashion by stigmatizing 
modern art as "Jewish-Bolshevist,” which was intended to mobilize 
preexisting prejudices against modern art and to foment anti-Semitic 
and anti-Communist sentiment at the same time Attacks were 
directed indiscriminately at artists, dealers, and public collections. 
Prominence was frequently given in every Schreckenskammer to 
acquisitions by the more progressive of those museum directors who 
had been dismissed from office.
Both programmatically and methodologically the various 
"chambers of horrors" were conceived along the same lines, 
although, being independently rather than centrally organized, they 
differed in their aims, taking their cue for the most part from the 
contents of the local collections. In Karlsruhe, for example, the main 
emphasis was placed on German Impressionism, in Stuttgart, by 
contrast, on the sociocritical realism of the 1920s Apart from these 
regional differences, however, "the range of those subjected to public 
attack" extended "from the Impressionists to the New Objectivity,
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Figure 60
Gallery in the Kunsthalle Mannheim during the defamatory exhibition Kultur- 
bolschewistiscbe Bilder (Images of cultural Bolshevism), 1933,- identifiable work is by 
Beckmann and Delaunay (see fig 7 for another view of this gallery)
from Max Liebermann to Otto Dix, George Grosz, and Paul Klee."6 
The Schandausstellungen were frequently the spectacular prelude to a 
thorough "purge" and rehanging of a gallery's holdings, the works 
that had been on view would then, as a rule, disappear into storage.7
It is particularly significant in the present context that the 
organizers of the Schreckenskammern were already developing the 
essential features of that dynamically exhibitionist dramaturgy that 
was to be deployed at the 1937 Entartete Kunsl exhibition in Munich. 
By creating an aura of illicitness, the exhibition organizers succeeded 
in gratifying the "curiosity and love of sensation of a broad cross sec­
tion of the general public."8 As a rule, minors were forbidden entry 
to the exhibitions: in Karlsruhe the reason given was the presence 
of a "gallery of erotica" with "obscene" drawings. In Bielefeld the 
exhibition (taken over from Stuttgart) was mounted expressly as 
an "educational" exhibition, and entrance was limited to teachers, 
doctors, clerics, judges, and members of the NSDAP,-9 the 
Scbreckenskammer in Halle could be seen only by those who paid a 
special fee and entered their names in a visitors’ book (see Table 1).
A further characteristic of these exhibitions was an appeal 
to popular sentiment: "The population has an opportunity here to 
form its own opinion" (Hakenkreuzbanner, April 3, 1933). This implied 
freedom turned out to be a propaganda trick, of course, since the 
acceptable opinion had already been determined in advance and 
programmed into the exhibition by the way in which the art was 
presented 10
In order to "prove" that the art under attack was degenerate, 
and in order to make that degeneracy plain to the visitor, the art was 
crudely contrasted with "healthy stable art," the latter providing an 
"instructive" contrasting example This was done in the Mannheim 
exhibition, for example, by setting up a "model gallery" that pro­
vided the standard of comparison by which all other works were to 
be judged When the same exhibition reached Munich, the "degen­
erate" works were displayed as a "warning" and hung alongside others 
by the "exemplary" Edmund Steppes, a landscape painter in the
nineteenth-century tradition whose works were regularly repre­
sented at the Grosse Deutsche Kunstausstellung."
Reviews of the Schandausstellungen repeatedly drew comparisons 
between the imagery of the "degenerate" artists and that produced 
by the mentally ill That such infamous discrimination was also given 
visual expression is clear from reports of the Erlangen exhibition, 
which had originally opened in Mannheim three months earlier, in 
April of 1933.12 The comparison served only one purpose, which was 
to "unmask" the artists as being mentally ill themselves, thus, it was 
implied, both the mentally ill and the artists should be excluded 
from the type of society that the organizers sought to advocate.
By specifying the amount of money paid for each work on vievy 
the organizers planted the thoughts that the museum officials and 
municipal authorities who were responsible for its purchase had been 
wasting the taxpayers' money and that the Jewish art dealers were 
guilty of profiteering Many of the prices, some of which were 
extremely high as a result of inflation, were deliberately not con­
verted into reichsmarks (the currency introduced in 1924) so that 
they would seem even higher.
The language used to revile modern art was not minted by the 
National Socialists but had evolved around the turn of the century in 
the wake of arguments over French Impressionism It was now taken 
up by middle-class conservatives and radically minded nationalist 
writers in their war of words on avant-garde art. The irrational 
polemics against "Jewish-Bolshevist" art (one of the most widely used 
slogans to characterize "degenerate" art) were a distillation of that 
National Socialist view of the world that discovered the workings of 
"international Judaism" everywhere it looked: "The 1918 Revolution 
was Jewish, as was the whole of the Weimar Republic, Jewish, too, 
was Marxism and the Soviet 'dictatorship of blood,' and so too, of 
course, was the international investment capital, the political parties 
of the left were a 'mercenary force in the pay of the Jews,' and, 
finally democracy parliament, the majority and the League of 
Nations were Jewish 3
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The frequent use of specific linguistic stereotypes—"Jewish- 
Bolshevist art" being an example—led to their lexical ossification 14 
Particularly striking here is the way in which the vocabulary was 
borrowed (often with contradictory results) from biology especially 
parasitology: art, for instance, was either "sick" and "degenerate" 
or "healthy" (see the essay by George L. Mosse in this volume).
The methods of presentation sketched out here in summary 
fashion were not all used in every Schreckenskammer There was great 
variety in the stage-managing of the exhibitions, often influenced by 
particular local conditions. A significant feature of the Mannheim 
exhibition (fig. 60) was that the works were "hung close to each 
other in reckless confusion" (Neues Mannbeimer Volksblatt, April 5,
1933), and being exhibited without frames, they were, so to speak, 
held up naked to ridicule
The immediate model and actual forerunner of the Munich 
exhibition of 1937 (not least in terms of its name) was neither the 
Karlsruhe nor the Mannheim exhibition, as has been previously 
claimed,15 but the Dresden exhibition of 1933. Held in the inner 
courtyard of the Neues Rathaus and conceived by Richard Muller, 
director of the Dresden Kunstakademie, this Entartete Kunst exhibi­
tion—more commonly if erroneously known as Spiecjelbilder des Ver- 
falls in der Kunst (Images of decadence in art)16—subsequently went 
on tour to at least eight different German cities between 1934 and 
1936 It concentrated on works owned by the Stadtmuseum Dresden, 
giving particular prominence to the Expressionist artists of Die 
Briicke (The bridge), the Dresdner Sezession Gruppe 1919 (Dresden 
secession group 1919), and the Assoziation revolutionarer bildender 
Kiinstler Deutschlands (Association of revolutionary visual artists of 
Germany), known as ASSO. The exhibition was presented again in 
Dresden in August of 1935, when it was clearly intended to provide a 
contrast to the Sachsische Kunstausstellung 1935 (Exhibition of Saxon art 
1935). Among its prominent visitors were Hermann Goring, Joseph 
Goebbels, and Adolf Hitler (fig 61), who declared that "this unique 
exhibition ought to be shown in as many German cities as possi­
ble" (Kblnische Illustrierte Zeituni), August 17, 1935). A tour was arranged 
and coordinated from Dresden, and the exhibition's first stop was 
Nuremberg, where it was shown at the time of the 1935 NSDAP 
rally When the exhibition returned to Dresden on September 24, 
1935, the Dresden Kulturamt (Office of culture) had already received 
enquiries from several municipal authorities who wanted to borrow it 
for themselves. Mayor Ernst Zorner reserved the right to have the 
final say in the matter In a letter accompanying the exhibition he 
outlined its aims: it was intended to show "into what a morass of 
vulgarity incompetence, and morbid degeneration German art— 
previously so lofty pure, and noble—had sunk in fifteen years 
of Bolshevist Jewish intellectual domination" (Frankiscber Kurier, 
September 7, 1935).
For the next year, until September of 1936, the Dresden col­
lection toured to Dortmund,17 Regensburg, Munich (figs 62-63), 
Ingolstadt, Darmstadt, and Frankfurt. In July 1937 it was integrated 
in its entirety into the Entartete Kunst exhibition in Munich
What response did these preliminary exhibitions encounter? 
And what role did they play in the development of National Socialist 
policy toward the arts? We may start out with the assumption that 
the majority of the many visitors18 found themselves in full accord 
with the tenor of the exhibitions But in making this assessment we 
must also take into account their predisposition to sympathize with 
what they saw That is why we must ask what level of knowledge 
and what expectations they brought to the exhibition With an audi­
ence that was essentially uninformed, unfamiliar with the works on
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Figure 61
Page from an article on the 1933-36 Enlarlclt Kunst exhibition published in the Kiilnische 
Illustrierte Zeituni), August, 17, 1935, above Dresden mayor Ernst Zorner (left) and 
Hermann Goring (right) examine Voll's Scbwangere Frau (Pregnant woman); below 
Adolf Hitler visits the exhibition, work by Heckel and Grundig is displayed at right
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exhibition, and handicapped by feelings of resentment toward mod­
ern art, the type of propaganda mentioned earlier would clearly have 
been effective. The way in which the exhibitions were organized 
defined the target groups at which they were aimed.
Although the press had already been brought to heel, occa­
sional voices were raised in protest, in contrast to the generally 
enthusiastic approval expressed by National Socialist feature writers. 
A reviewer of the Mannheim exhibition, for example, explicitly crit­
icized the choice of art and method of presentation and came to the 
conclusion that "on many points" it was "impossible to give whole­
hearted endorsement to the exhibition" (Neues Matmbeimer Volksblatt, 
April 5, 1933). Arguments raged within the very museums and 
galleries at which the exhibitions were held, indicating that these 
Schandausstellungen were far from enjoying the support and approval 
of all museum employees.19 Some of the visitors spoke out in defense 
of the works being ridiculed, and their protests are said to have 
caused a scandal. In some cases protesters were even arrested by the 
police 20 "Deeply shaken" and "with the urgent request that you order 
a halt here," Oskar Schlemmer appealed to Goebbels on April 25, 
1933, entreating the minister to protest against the Schreckenskam- 
mern 21 Criticism was also voiced against this type of exhibition at a 
very important public demonstration, "Jugend kampft fiir deutsche 
Kunst" (Youth fights for German art), organized by the National- 
sozialistischer Deutscher Studentenbund (National Socialist league 
of German students) and held at Friedrich-Wilhelm University 
in Berlin on June 30, 1933 The Studentenbund was a rallying point 
for opponents of the National Socialists' policy toward the arts and, 
as such, belonged to that faction that campaigned for recognition 
of "Nordic" Expressionism.22 The argument over Expressionism also 
reflected differences of opinion within the NSDAP leadership itself 
concerning the way in which cultural politics should be allowed to 
develop The principal disputants were Propagandaminister (Min­
ister of propaganda) Goebbels and the founder of the Kampfbund fiir 
deutsche Kultur, Alfred Rosenberg. In spite of Hitler's radical rejec­
tion of a more liberal approach to modern art at the NSDAP party 
rallies in 1933 and 1934, this conflict continued to simmer until 1936 
or 1937. It also made it possible for artists who were attacked in the 
Schreckmskammern to continue to exhibit their work at art societies 
and private galleries. Not until 1937 was the whistle finally blown 
on the artistic avant-garde in Germany
Figures 62—63
Two views in the Munich venue of the 1933—36 Entartete Kunst 
exhibition, Alte Polizeidirektion, March, 1936, above Voll's 
Schwangm Frau, below: Dix's Kritgskruppil (War cripples) and 
Eugen Hoffmann's Weiblicber Akt (Female nude).
86
What was so irresistible about National Socialism... was the promise of absolute 
authority, there was clarity here, a sense of unambiguity.
Fritz Stern, 198423
The 1937 "Entartete Kunst" exhibition in Munich
The Entartete Kunst exhibition that opened in the arcades of the 
Munich Hofgarten on July 19, 1937 (fig 64), had been preceded by 
an initial round of confiscations involving all the country's leading 
museums and galleries. It occupies a position of central importance 
in more than one respect In the first place, it was the final stage 
in that process of institutional conformism that had begun on 
March 11, 1933, with the establishment of the Reichsministerium 
fur Volksaufklarung und Propaganda (Reich ministry for national 
enlightenment and propaganda), followed on November 15 by the 
creation of the Reichskulturkammer (Reich chamber of culture). In 
the second place, the exhibition was planned as a final, devastating 
blow to modern art, and through its programmatic contrast to the 
Grosse Deutsche Kunstausstellung, which had opened the previous day in 
the nearby FJaus der Deutschen Kunst, it was intended to define the 
future course of cultural politics in Nazi Germany At the same time 
it provided the signal for that "pitiless purge" that Hitler had proph­
esied in his opening speech at the Grosse Deutsche Kunstausstellung, a 
purge that took the form of a second round of confiscations—this 
time involving thousands of works of art—lasting from August 
through November of 1937 Unlike the preliminary exhibitions, 
which had been regionally circumscribed, uncoordinated, and pro- 
vincially isolated events in terms of the provenance of the works on 
display and of the impact that was sought,24 the 1937 exhibition was 
organized by the state and centrally coordinated
Over six hundred paintings, sculptures, works of graphic art, 
and books from thirty-two collections were shown at Entartete Kunst 
in nine narrow rooms (fig. 65) Nearly 120 different artists were 
represented. The spectrum of artistic styles ranged from German 
Impressionism to Expressionism, from Dada, Constructivism,
Bauhaus, and the New Objectivity to all the different forms of 
abstract art, but it was the Expressionists, in particular the artists of 
Die Briicke, who came in for special denunciation. An attempt had 
been made to structure the exhibition according to theme— 
religious subjects, representations of women, scenes from rural life, 
landscapes—but the plan was not consistently carried through 
The layout of the exhibition had been substantially planned 
by Adolf Ziegler, Wolfgang Willrich, and Walter Hansen25 and 
was characterized by a specific form of presentation (fig 66). An 
eyewitness account by Paul Ortwin Rave, curator at the Berlin 
Nationalgalerie since 1934, is worth quoting at length:
In the relatively narrow rooms trelliswork structures covered with burlap 
have been erected along the walls. The paintings are attached to the parti­
tions, while the inscriptions are written on the burlap. The paintings hang 
close to one another, generally in two superimposed rows. The windows, 
which are immediately above the partitions, and the narrowness of the
Figure 64
Entrance to the exhibition Entartete Kunst, Archaologisches Institut, Munich, 1937
Figure 65
Room G2 in Entartete Kunst, Munich, 1937
ZUSCHLAC 87
fkhr Idinstetonfnter (xjcr ilw?
tawdiaitai^ lubsn cfe Qnnlaqen fir (fen 
gt:. SWanKwr wucn Httisr qesdufai otter ouch 
m artofeflwkwl der Bntf in DeuMloix! itoer- 
md rTy qatelfiicafcfn wirdfe wrdferaiM re 1c- 
iaD iKn (iofi»„.Vir swlen von j#ob<?inon imerbit-
Figure 66
Room 3 in Entartete Kunst, Munich, 1937
Figure 67
Detail of the Dada wall in Room 3,- work on view by Haizmann, Flausmann, Klee, 
and Schwitters.
Figure 68
Wassily Kandinsky Der scbwarze Fleck (The black spot), 1921, oil on canvas, 
138 x 120 cm (54% x 47% in.),- Kunsthaus Zurich
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rooms make it difficult to view the works on display— The propagandist 
aim of the exhibition seemed to be best served by the numerous inscriptions. 
The guiding principles are written up in large letters in the individual rooms 
or on sections of the wall, while some of the individual works had special 
captions added to them. The guiding principle in the first room, for example, 
reads "Insolent mockery of the Divine under Centrist rule"— If, as in the 
majority of cases, the purchase price was indicated, a large red label was 
stuck to the work in question with the message, "Paid for by the taxes of 
the German working people. "26
The installation was completed by "explanatory" or "helpful" 
remarks by Hitler, Coebbels, and Rosenberg, and by comments 
and statements by artists and art critics who, when their words 
were taken out of context, seemed to indict themselves and the 
artists about whom they wrote. This extensive use of extraneous 
texts represented a departure from the organizational praxis of 
such exhibitions A further important feature was the quotation 
of passages from Willrich's antimodernist book Sauberung des 
Kunsttempels (Cleansing of the temple of art) These inscriptions were 
also to be a distinctive criterion of the later stages of the exhibition.
The result of this contextualization was both an impression of 
chaos and the creation of an associative framework with a powerful, 
psychologically suggestive impact intended to reduce all the art to 
the same basic level, to prevent any single work from developing 
an individual presence or from being perceived in isolation The 
psychological effects thus achieved were given a political function: 
Captions and pictures, juxtaposed or arranged in orderless confusion, are 
intended to stir the viewer's emotions, triggering feelings of repulsion and 
indignation, these feelings in turn, like the opinions expressed in the cap­
tions, are intended to encourage a sense of satisfaction at the demise of this 
type of art and ultimately to inspire agreement with the "revolutionary" 
new beginning and political succession.27
The aims and methods of this type of presentation are best 
exemplified by the most lavishly orchestrated section of the exhi­
bition, the "Dada wall" (fig. 67). Wassily Kandinsky's abstract 
composition Der schwarze Fleck (The black spot, fig. 68) of 1921 was 
painted on the wall as a background, although significantly simplified 
(the copy appears to have been based on a reproduction in Will 
Crohmann's book in the series Junge Kunst28). Grosz's injunction 
from a poster at the Erste Internationale Dada-Messe (First international 
Dada fair) of July 1920, "Take Dada seriously! It's worth it," was 
printed across the upper half of the wall 29 Hanging below were two 
works by Kurt Schwitters, Merzbild (Merz picture) and Ringbild (Ring 
picture), Klee's Sumpflegende (Swamp legend, fig 273), two title pages 
from the magazine Der Dada (figs 224-25) published by Malik 
Verlag in Berlin, and a label with two quotations, one by and one 
about Schwitters.30 In spite of the superficial parallels with the cre­
ative methods of Dadaist art—collage, in particular—the Dada wall 
had as little to do with Dada as did Kandinsky or Klee Instead, the 
element of uncertainty that was of fundamental importance for any 
Dadaist work of art was replaced by the intentional reinforcement of
the visitor's negative attitude Indeed, the latter was the most impor­
tant aim behind the installation.31 It was therefore irrelevant whether 
the nonsensical notion that Kandinsky and Klee were connected with 
Dada was the result of intentional falsification, ignorance, or simple 
negligence Dada served as a paradigm of "degenerate" art. the 
organizers were simply out to exploit the material available, and it 
was certainly not in their own best interest to encourage their visi­
tors to perceive subtleties.
If the installation of the exhibition is interpreted as a semiotic 
system in which the combination of image and text plays a prepon­
derant role, the reactions of the visitors to the exhibition may be 
analyzed as constituent parts of that system: "It is not enough to see 
what's there: the whole way in which the visitors react is bound up 
with it, too. View and object are a single action. Organizers and 
visitors are as one, to a degree that is completely lacking at art 
exhibitions."32 This consensus was achieved partly by conditioning 
the visitors to the exhibition by the methods mentioned above 
(according to Alois Schardt, the organizers' aims were additionally 
served by hiring actors to play the part of indignant and wildly 
gesticulating visitors33) and partly by their predetermined pre­
disposition: "Whenever one set foot inside the exhibition a great 
deal of indignation could be heard. .. It was, in fact, sincere. For, 
on the whole, [the visitors] had come with the desire and conviction 
that they would be outraged "34
As has been mentioned above, the Munich Entartete Kunst exhibi­
tion was organized programmatically as a parallel event to the Grosse 
Deutsche Kunstausstellung, the latter held in the spacious and well-lit 
rooms of the Haus der Deutschen Kunst and distinguished by delib­
erately generous spacing between the individual exhibits (fig 26). 
Here was celebrated the "German" art with which National Social­
ism planned to supplant "degenerate" art The pointed contrast 
between the two exhibitions—which was lost when Entartete Kunst 
went on tour to other towns and cities in Germany and Austria— 
makes their underlying aims and functions even more transparent
The denunciation of "degenerate" art was generally intended to 
call into question the intellectual dimensions of modern art: "For 
modernism has not only redefined the forms of art in a radical and 
subversive way it has also put forward a new liberal plan for the 
world that uses the individual as a standard by which and a point of 
reference from which to experience reality"35 It was this extreme 
subjectivism, above all, finding expression in artistic freedom and 
stylistic variety that could not be reconciled with the aim of a con­
formist "block community" and therefore had to be resisted For the 
Nazis, modernist plans to reform the world and the images of man­
kind that were visualized by the modernist movement were irritating 
and disturbing in their radicality and ambiguity As such, they were 
nothing more nor less than the expression of a state of chaos that 
was in turn the product of the "Jewish-Bolshevist subversive will." To 
triumph over this will was to create an art that, as a visible sign of 
order, would "rediscover" its former clarity or unambiguity
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The circulation of the "Entartete Kunst" exhibition, 1938-1941
The following telegram was sent on November 23, 1937, by the 
Reichspropagandaleitung (Reich propaganda directorate) in Berlin to 
the organizations responsible for propaganda in each district:
The Entartete Kunst exhibition ... is being taken over by the 
Reichspropagandaleitung of the NSDAP, further enlarged, and sent on tour 
to the largest cities in the Reich with an average run of four weeks in each 
place. The precondition for receiving the exhibition is a practical interest on 
the part of the individual towns and any other places that may be consid­
ered, an interest that has also been demonstrated by their willingness to 
provide financial support. The propaganda organizers of each individual 
district are instructed to discover without delay which towns offer favorable 
conditions for housing the exhibition. Dates can be assigned by the 
Reichspropagandaleitung, beginning with February i, 1938.36 
Nothing is known about the response that it provoked, except that 
sixty-five towns and cities had applied to receive the exhibition by 
March of 1939, according to a report in the Thiiringer Gauzeitung of 
March 23.
It is likely that the decision to send the exhibition on tour 
throughout the Reich was due to Goebbels’s initiative. Several of his 
diary entries contain expressions of enthusiasm for the "great suc­
cess" of the Munich exhibition. On July 24, five days after Entartete 
Kunst had opened, he noted, "The 'Entartete Kunst' exhibition is a 
huge success and a severe blow It will also come to Berlin in the
fall__ This is how it must be done. Awaken the people's interest by
means of great actions.''37
The Institut fiir Deutsche Kultur- und Wirtschaftspropaganda 
(Institute for German cultural and economic propaganda), a sub­
section of Goebbels's ministry that specialized in propagandistic 
exhibitions, was given the job of implementing the plans.38 A 
twenty-four-year-old Austrian student and SA (Sturmabteilung, 
storm troop) member, EJartmut Pistauer (figs. 17, 70, 72), who had 
made a prominent contribution to the installation of Entartete Kunst in 
Munich, was appointed exhibition organizer by the Reichskammer 
der bildenden Kiinste (Reich chamber of visual arts).39
Between February 1938 and April 1941 the exhibition went to 
Berlin (February 26-May 8, 1938), Leipzig (May 13—June 6), 
Diisseldorf (June 18—August 7), Salzburg (September 4—October 2), 
Hamburg (November 11-December 30), Stettin (now Szczecin, Jan­
uary 11—February 5, 1939), Weimar (March 23—April 24), Vienna 
(May 6—June 18), Frankfurt am Main (June 30-July 30), Chemnitz 
(August 11—September 10), Waldenburg in Silesia (now Walbrzych, 
January—February 1941), and Halle (April 5-20) (see Table 2). Nine 
of these twelve cities were the capitals of their respective districts, 
which was clearly an important criterion in their selection The local 
leadership of the NSDAP in each district acted as organizer for that 
stage. In much the same way the local party assumed responsibility 
for on-the-spot propaganda for the exhibition and for organizing the
opening ceremony priority booking,40 special trains, and the like. 
Why a period of several months was allowed to elapse between 
some of the venues of the exhibition is not known, but presumably 
organizational problems were responsible for the delays.
The exhibition was shown in a variety of spaces. In some 
cities "adult-education" facilities were utilized, but for the most part 
museums or art galleries were chosen—a paradoxical state of affairs, 
since "degenerate" art was denied any artistic value, in addition to 
which the works were practically uninsured.41
The exhibition was handed back to the Propagandaministerium 
(Propaganda ministry) in November of 1941.42 According to pub­
lished figures, it had been seen by more than 3.2 million people.
During the summer months of 1937 the spectacular build-up to 
the Entartete Kunst exhibition in Munich was widely covered in the 
German press, but public interest palpably waned once that exhibi­
tion was over. While the national dailies still carried reports of the 
exhibition when it reached Berlin, they took no further notice of any 
of its subsequent stops From then on reporting was limited to the 
local press. As a rule, the opening ceremony held in the presence of 
high-ranking party officials, was described in detail, often covering 
an entire page, accompanied by several illustrations of "degenerate" 
art and lengthy passages quoted from the opening speeches Having 
been made to toe the party line and conform to state ideology the 
press was simply required to repeat official accounts. In doing so, it 
availed itself of the same stereotypes as had the exhibition orga­
nizers, and not only on a linguistic level. It was always the same 
works of art that were reproduced (for example, Eugen Hoffmann's 
Madchen mit blauem Haar [Girl with blue hair]), often incorrectly 
captioned or even without captions.
During the four years Entartete Kunst toured Germany and Aus­
tria its content changed The first sales of "degenerate" art to foreign 
buyers began in the summer of 1938, which meant that the more 
important works were gradually removed from the exhibition and 
replaced by less significant pieces, especially by examples of graphic 
art. Works by local artists from regional collections were also added 
at each of the exhibition's venues in order to give it greater topicality 
and local character. The few lists that have been previously avail­
able43 and photographs of the exhibition rooms have allowed only 
a limited reconstruction of the exhibition's individual stages.
The Berlin exhibition (figs 59, 69-70) differed fundamentally 
from that in Munich in both the choice of works on display and the 
plan behind their presentation The most important changes were 
outlined in a handout entitled "Informationsmaterial fiir die Schrift- 
leitungen" (Information sheet for editors), prepared by the Propa­
gandaministerium for the press preview:
Only a section of the material shown in Munich is exhibited in Berlin. The 
exhibition has been enlarged and supplemented with paintings and sculptures 
that could previously be seen in the German capital. In planning the Berlin 
exhibition ... the underlying motive... has been [decisive]. The material as 
a whole has therefore been structured around different groups, each of which
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Figure 69
Entartete Kunst at the Haus der Kunst, Berlin, 1938 Figure 70
Joseph Goebbels (center) visits Entartete Kunst in Berlin on February 27, 1938, 
accompanied by Hartmut Pistauer (left), work by Marcks and Nolde can be seen
Figure 71
Entartete Kunst at the Kunstpalast am Ehrenhof, Dusseldorf, 1938
Figure 72
Pistauer leads Nazi party officials through Entartete Kunst, Dusseldorf, 1938, sculpture 
by FJoffmann and Niestrath can be seen at right.
Figures 73-75
Gallery views of Entartete Kunst at the Landeshaus, Stettin, 1939, at left is the photo­
graph of dealer Alfred Flechtheim, work that can be identified is by Freundlich, Gies, 
Kirchner, Kurth, Meidner, and Nolde
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is covered by an introductory essay in the... catalogue. In assembling the 
visual material special attention was paid to the various specific areas that 
show the connection between degenerate art and the cultural program of 
Bolshevism.... A large part of the exhibition is taken up by a comparison 
between degenerate art and those works that... were placed at the 
organizers' disposal by the Psychiatrische Klinik of Heidelberg.44 
The increased emphasis on the "Bolshevist" character of the 
vilified works, which is explicitly stressed in this passage, is also 
revealed by a shift of emphasis in terms of the exhibition's contents: 
whereas it had been the Expressionists who bore the brunt of the 
attack in Munich, it was the sociocritical, politically committed art 
of the 1920s that was preponderant in Berlin, especially the work of 
the Dresdner Sezession Gruppe 1919 and ASSO.45 A more political 
tone also marked the banners and slogans that accompanied the 
exhibition (on this occasion they were not lifted from Willrich's 
book, nor were they painted directly on the walls [fig. 59]). This 
also influenced the choice of works reproduced in the exhibition 
guide, a quarter of which clearly demonstrated social criticism 
Another striking difference between Munich and Berlin was the link 
between the order in which the paintings were hung and the layout 
of the "catalogue," or exhibition guide (see the facsimile and transla­
tion in this volume). This guide was written only after preparations 
for the Berlin exhibition were underway and divided "degenerate art" 
into nine sections, each of which was defined in terms of its content: 
"collapse of sensitivity to form and color," religious subjects, "class- 
struggle" propaganda, "draft-dodging," "moral program of Bolshev­
ism," racial degeneration, mental degeneration, Jewish art, and 
"sheer insanity" This grouping provided the installation model not 
only in Berlin but at all subsequent venues, as is clear from the 
reviews of those exhibitions. Similarly the comparison between 
"degenerate" art and works painted by patients at the Psychiatrische 
Klinik in Heidelberg was emphasized as a special feature in Berlin 
and later venues. One quarter of the illustration pages in the guide 
featured reproductions of the work of these psychiatric patients, 
taken from the famous Prinzhorn Collection Conversely works by 
a number of artists were removed from the Berlin exhibition either 
because protests had been raised at the way in which they had been 
attacked—one thinks here of war heroes August Macke and Franz 
Marc and foreigners Piet Mondrian and Edvard Munch—or because 
they were regarded as "critical cases.” The latter group included 
prominent Expressionists Ernst Barlach, Kathe Kollwitz, and 
Wilhelm Lehmbruck, whose acceptance hinged on the outcome of 
the continuing debate over the legitimacy of Nordic Expressionism, 
and Impressionist Lovis Corinth, a well-established and highly 
respected older artist, whose youthful style had been an example of 
that same "healthy" academic art that was so admired and promoted 
by the NSDAP46 The comments about individual artists and their 
works that had been written directly on the wall in Munich were 
indicated in Berlin on tiny black-and-white labels, which were 
used subsequently at other venues (fig. 76).47
Figure 76
Gallery view of Entartete Kurtst at the Festspielhaus, Salzburg, 1938, identifiable work is 
by F3aizmann and Molzahn
The corpus of works exhibited in Berlin was taken virtually 
unchanged at the next two venues, Leipzig and Diisseldorf (figs. 
71—72) Whereas there was talk in Leipzig of "large banners with 
basic personal revelations by the leading art-Bolshevists" (Leipziger 
Neueste Nachrichten, May 14, 1938), these are not in evidence in the 
few surviving photographs that document the Diisseldorf exhibition 
Presumably the organizers in the latter city decided to dispense with 
this aggressive form of defamation,48 although their qualms did not 
extend to the "stone-tablet—like posters... with statements by the 
Fiihrer" (Frankfurter Zeitung, February 27, 1938, fig 72) that had been 
prepared for the Berlin exhibition Quotations from Hitler's speeches 
at NSDAP party rallies and the opening of the Haus der Deutschen 
Kunst also peppered the pages of the exhibition guide, in addition to 
being a feature of the installation at each of its venues, as was true of 
statements by artists and critics and the comparison of "degenerate" 
art with art by the mentally ill.
One example of the attempt to give each exhibition "local 
color" was the addition in Diisseldorf of a large photograph of the 
well-known Jewish art dealer Alfred Flechtheim, who until 1933 
had owned modern art galleries in Berlin and Diisseldorf (the photo­
graph remained in the exhibition in Salzburg, Hamburg, Stettin 
[figs 73-75], and Weimar)49 Also in Diisseldorf Pistauer ran "edu­
cational courses" in which he gave "a comprehensive survey of 
the political and cultural background of this pseudoart from the 
previous system" and explained "the links that existed between the 
degenerate art produced at that time and the Bolshevist program of 
subversion" (Rbeiniscbe Landeszeitung—Rote Erde, July 8, 1938).
An important change occurred in September 1938 during the 
fifth stop of the exhibition, in Salzburg (fig. 76), the first Austrian 
venue, where it was shown six months after the annexation of 
Austria Seventy-one works were reclaimed and sent back to 
Berlin, including Max Beckmann's Selbstbildnis mit rotem Schal (Self- 
portrait with red scarf, fig 162), Marc Chagall's Die Prise (Rabbiner) 
(The pinch of snuff [Rabbi],- fig 118), Dix's Der Schiitzengraben (The 
trench), Lyonel Feininger's Teltow, Erich Heckel's Sitzender Mann
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Figure 77
Entartete Kunst at the Schulausstellungsgebaude, Hamburg, 1938
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Figure 78
Pages from an article on Entartete Kunst published in Hamburger Frmdenblatt, 
November II, 1938, work illustrated is by Adler, Camenisch, Cies, Grosz, 
Kleinschmidt, and Wollheim
Figure 79
Gallery in the exhibition Entartetr Musik (Degenerate music) at the Landesmuseum, 
Weimar, 1939, at right is organizer Hans Severus Ziegler
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Figures 80-81
Pages from an article on Entartete Kunst published in Die Pause (Vienna), June 1939, 
above work by Chagall, Kirchner, Kokoschka, and Schmidt-Rottluff, below work by 
Adler, Schlemmer, and Schwitters
Figure 82
Gauleiter (District leader) Sprenger (fourth from the right) visiting Entartete Kunst at 
the Kunstausstellungshaus, Frankfurt, July 22, 1939
Figure 83
Article by H. T Wiist on the Frankfurt showing of Entartete Kunst published in the 
Rhein-Mainische Sonntaps-Zeitung, July 9, 1939, identifiable work is by Adler, Baumeister, 
Chagall, Haizmann, Hoffmann, Ritschl, and Schwitters
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(Seated man), Karl Hofer's Die Trunkene (The drunken woman), 
Kandinsky's Giftgriine Sicbel (Yellow-green crescent), Ernst Ludwig 
Kirchner's Bildnis Oskar Schlemmer (Portrait of Oskar Schlemmer, 
fig. 259), Klee's Um den Fiscb (Around the fish, fig 280), Oskar 
Kokoschka's Die Windsbraut (The tempest,- fig. 37), Otto Mueller's 
Drei Frauen (Three women, fig 306), Emil Nolde's altarpiece Das 
Leben Chrisli (The life of Christ,- figs. 321-29), Christian Rohlfs's 
Kapelle in Dinkelsbiihl (Chapel in Dinkelsbiihl), and Karl Schmidt - 
Rottluff's Selbstbildnis (Self-portrait, fig. 371) (see note 43). The 
return of these important works to Berlin was prompted by the 
establishment of a warehouse at Schloss Niederschonhausen for the 
assembly of all those works that were "internationally exploitable," 
in other words, those that could most profitably be sold abroad and 
converted into foreign currency50
In order to fill the gaps left by the removal of these works 115 
more paintings and examples of graphic art, generally of "lesser" 
quality (that is, lesser value), were removed from the stock of expro­
priated art in Berlin and added to the exhibition in time for its 
opening in Hamburg (figs. 77-78) 51 A unique feature of the Ham­
burg exhibition was deployment of student teachers from the city's 
schools who organized more than two hundred guided tours of the 
exhibition (Hamburger Tageblatt, December 22, 1938).
In Weimar, the eighth venue, the exhibition was combined 
with one entitled Enlartete Musik (Degenerate music, figs. 79, 133,
140) The latter exhibition had first been staged in Diisseldorf, the 
"Reichshauptstadt der Musik" (Reich music capital), from May 24 to 
June 14, 1938, as part of the Reichsmusiktage (Reich music festival).52 By 
means of scores, libretti, photographs, stage designs, and musical 
examples available on headphones the "degenerate tonality" 
of composers as diverse as Berg, Hindemith, Krenek, Schoenberg, 
Stravinsky Webern, and Weill was held up to public ridicule. Entar- 
tele Musik was organized in Diisseldorf primarily by Hans Severus 
Ziegler, general administrator of the Weimarer Nationaltheater, 
deputy district leader of the Thuringian branch of the NSDAP, 
and Reichskulturwart (Reich supervisor of culture). He was 
almost certainly behind the idea of combining Entartete Musik 
with Entartete Kunst in Weimar
In its combined and expanded form the exhibition traveled 
to Vienna (figs 80-81), Frankfurt am Main (figs 82-83), and 
Chemnitz, where it closed prematurely after only two weeks,53 as 
a result of the onset of the Second World War At this time Entar­
tete Kunst was one of six exhibitions traveling through the Reich 
under the sponsorship of the Institut fur Deutsche Kultur- und 
Wirtschaftspropaganda On September 6, 1939, the president of the 
Werberat fiir Deutsche Wirtschaft (German economic publicity 
council), which controlled the Institut, issued a general ban on 
exhibitions.54 The immediate closing of the exhibitions caused finan­
cial problems for the Institut, which ceased its activities until 1941
In January of that year the Reichspropagandaleitung decided to 
revive the traveling exhibitions with seven shows, including Entartete 
Kunst The aim was now to bring the exhibitions to cities that had 
been considered too small in the past.55 A much reduced version 
of Entartete Kunst, with only two hundred works and without the 
Entartete Musik section, was installed in Waldenburg, Silesia, as part 
of an increase in propaganda activites in a region that had been 
"reunited” with the Reich by Hitler in 1939. In April of 1941 the 
exhibition was seen in Halle an der Saale.56
The Institut fur Deutsche Kultur- und Wirtschaftspropaganda 
returned Entartete Kunst to the Propagandaministerium on November 
12, 1941. An inventory drawn up at that time (see note 43) records 
7 sculptures, about 50 paintings, and approximately 180 works of 
graphic art When this list is compared with the inventory of works 
originally exhibited in Munich, it appears that, of the works 
returned in 1941, only 8 paintings (by Philipp Bauknecht, Herbert 
Bayer, Conrad Felixmiiller, Otto Gleichmann, Oskar Schlemmer, 
Werner Scholz, and Friedrich Skade), one sculpture (Ludwig Gies's 
Kruzifixus), and 32 graphic works had been on view in Munich in 
1937 and were presumably the only works to have been exhibited 
at all thirteen venues. ■
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Table 1
Exhibitions of "degenerate" art
preceding the 1937 "Entartete Kunst" exhibition in Munich
Note: Each primary exhibition is followed by a list of 
the venues to which that exhibition traveled, whether 
in its entirety or in an altered format The primary 
exhibitions are arranged chronologically
Mannheim, Kunsthalle 
Kulturbolschewistische Bilder (Images of cultural 
Bolshevism)
April 4-June 5, 1933
Organized by Otto Gebele von Waldstein, 
''kommissarischer Hilfsreferent"
(acting assistant consultant)
20,141 visitors 
Adults only
Selected reviews:
Hakenkreuzbanner, April 3, May 10 and 24, 1933 
Neue Mannheimer Zeitung, April 5 and 13, May 9, 1933 
Neues Mannheimer Volksblatt, April 5, May 27, 1933 
Matwheimer Tageblatt, April 16, 1933
Works on view comprised sixty-four oils, including 
paintings by Adler (Mutter und Tochter), Baumeister 
(Tischgesellschajt), Beckmann (Cbristus und die Ehebrecherin, 
among others), Chagall (Die Prise, among others), 
Delaunay, Derain, Dix, Ensor, Fuhr, Gleichmann (Die 
Braut), Grosz (Metropolis [Blick in die Grosstadt], Bildnis 
Max Hermann-Neisse), Heckel, Hoerle (Melancholic), 
Hofer, Jawlensky (Sizilianerin), Kanoldt, Kirchner, 
Kleinschmidt (Stilleben), Marc, Munch, Nolde, Pech­
stein, Rohlfs, Schlemmer (Frauentreppe), and Schlichter, 
two sculptures, by Schreiner (Sitzendes Madchen) and 
Archipenko (Zwei Frauen),- and twenty works of graphic 
art, including works by Adler, Chagall, Delaunay, 
Grosz, Kirchner, Kokoschka, El Lissitzky Masereel,
Subseguent venues
Nolde, Pechstein, and Rohlfs A checklist of the 
exhibition is preserved in the archives of the Stadt- 
ische Kunsthalle Mannheim.
The paintings were exhibited unframed, and the 
names of the dealers (Cassirer, Flechtheim, and Tan- 
nenbaum) and the purchase prices were noted (a 
proven method of National Socialist artistic criticism 
utilized in these exhibitions from now on).
There was also a Musterkabinett (model gallery) 
with examples of "good" art by Mannheim-based 
artists, including Klein, Oertel, Otto, Schindler and 
Stohner
Munich, Kunstverein 
Mannheimer Galerieankaufe 
(Mannheim gallery acquisitions)
June 25-July 12, 1933
Selected reviews:
Munchner Neueste Nachrichten, June 28, 1933 
Miinchen-Augsburgische Abendzeitung, June 29, 1933 
Vblkischer Beobachter, June 29, 1933
Thirty-two works from the Mannheim exhibition 
were contrasted to the paintings in a commemorative 
exhibition marking Edmund Steppes's sixtieth 
birthday
Erlangen, Orangerie (Kunstverein)
Mannheimer Schreckenskammer 
(Mannheim chamber of horrors)
July 23-August 13, 1933
Selected reviews:
Erlanger Neueste Nachrichten, July 22 and 26, 1933 
Erlanger Tagblatt, July 22 and 28, 1933
The thirty-two paintings from the Munich venue were 
contrasted to works of unknown provenance produced 
by the mentally ill, drawings by children, and a repro­
duction of a fifteenth-century Russian icon.
Karlsruhe, Kunsthalle
Regierungskunst im-1933 (Government art 1918-1933) 
April 8-30, 1933
Organized by Hans Adolf Biihler, artist and director of 
the Kunsthalle and Kunstakademie 
Adults only
Selected reviews:
Der Fiihrer, April 8, 1933 
Karlsruher Tagblatt, April 8, 1933 
Karlsruher Zeitung, April 10, 1933
The exhibition featured 18 oil paintings by Bizer 
(Rehberg I, Rebgartle), Corinth (Walchcnscclandschaft,
Bildnis Charlotte Berend-Corinth), Erbsloh (Garten), Fuhr 
(Waldkapelle [Kapelle am Wasser]), Hofer (Stillenben 
[Geriimpel], Hauser in Bernau), Kanoldt (Stilleben mit Gum- 
mibaum), Liebermann (Gemusemarkt in Amsterdam, Erntefeld, 
Korbjlechter), von Marees (Familienbild II), Munch (The 
Road to Asgardstrand), Purrmann (Blumenstiick), Schlich­
ter (Bildnis Bertolt Brecht), and Slevogt (Geschlachtetes 
Schwein, Friichtestilleben), as well as 79 drawings, water- 
colors, and works of graphic art by Beckmann, Bizer, 
Campendonk, Dix, Feininger, O Fischer, R. Gross- 
mann, Grosz, Heckel, Hofer, Kirchner, Kogan, 
Meidner, Nolde, E. Scharff, T Schindler, Schmidt-
Rottluff, K Stohner, artists from the Karlsruhe artists' 
group known as "Rih," and teachers dismissed from 
the Kunstakademie, including Hubbuch.
Purchase prices were listed, as were the names 
of the ministers of education and the arts who were in 
office when the purchases were made
There was an "Erotisches Kabinett" (gallery 
of erotica) of drawings by students from the 
Kunstakademie
Also exhibited were a list and photographs of 
art—mostly second-rate old master and nineteenth- 
century paintings that had been kept in storage—that 
had been sold by previous museum directors to raise 
funds for the purchase of modern art
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Nuremberg, Stadtische Galerie
Scbreckenskammer (Chamber of horrors)
April 17-May 16, 1933
Organized by Emil Stahl, artist and 
acting director
10,000 visitors
Selected reviews:
Acbt Uhr-Blatt, April 8 and 18, 1933
Niirnberger Zeitung, April 18 and 19, 1933
Muncbner Neueste Nacbricbten, April 20, 1933
The exhibition included paintings by Berend-Corinth 
(Der Boxer), Birnstengel, Bockstiegel, Dix (Bildnis der 
Tdnzerin Anita Berber), Dobrowsky Felixmiiller, Fritsch, 
Geiger, Grossmann, Heckrott, Heinisch, Heuser,
Holz, Kamps, Neumann, Pascin, Purrmann, Rosier,
Scharl (Prof. Albert Einstein), Schmidt-Rottluff,
Schreiner, Slevogt (Der Horselberg), and Winkler.
Purchase prices were listed.
Chemnitz, Stadtisches Museum
Kunst, die nicbt aus unserer Seele kam 
(Art that did not issue from our soul)
May 14-June, 1933
Organized by Wilhelm Rudiger, acting director
Selected reviews:
Chemnitzer Tageblatt, May 13, 18, and 21, 1933
Chemnitzer Tageszeilung, May 23, 1933
The exhibition included 15 paintings by W Arnold 
(Kinder vor dem Fenster), Heckel (Badende [triptych]), 
Kirchner (Wobnzimmer, Selbstbildnis, Weisse Kub),
Kokoschka (Selbstbildnis mit gekreuzten Armen), Nolde 
(Cbristus in Bethanien, Araberkopf), Pechstein (Frauen am
Meer), W Rudolph (Kub und Kdlbcben), Schmidt-Rottluff 
(Landscbaft im Herbst, Der kranke Junge, Bildnis Lyonel
Feininger, Manner bei Kerze), and Segall (Im Atelier),- 
3 small-scale sculptures,- 120 prints by various artists,
including Beckmann, Dix (from Der Krieg), Gramatte, 
Grosz, Heckel, Kirchner, Klee (Die Heilige vom inneren 
Licbt), Matare, Schlemmer (Kopf im Projil mit schwarzer 
Kontur), Schmidt-Rottluff (approximately 20 works), 
and Schreyer, and drawings and watercolors by 
Feininger (Turm in Treptotv), Kandinsky (Scala), 
and others.
Purchase prices were listed.
Stuttgart, Kronprinzenpalais (Graphische Sammlung 
der Wiirttembergischen Staatsgalerie)
Novembergeist: Kunst itn Dienste der Zersetzung 
(November spirit: Art in the service of subversion)
June 10-c. 24, 1933
Organized by Count Klaus von Baudissin, senior 
curator
Adults only
Selected reviews:
NS-Kurier, June 13, 1933
Schwabischer Merkur, June 14, 1933
Wurttembergischer Staatsanzeiger, June 22, 1933
The exhibition included one painting (Kleinschmidt's
Duetl im Nord-Cafe), graphic art by Beckmann, Dix 
(from Der Krieg, for example), Felixmiiller, Grosz 
(including the portfolios Im Schallen and Abrecbnung 
folgt'.), Meidner, Schwitters, and others, reproductions 
of paintings by Dix, Grosz, and Meidner from books 
of the Junge Kunst series, the pamphlet An alle Kiimtler, 
Expressionist journals (Die Aklion, Der Sturm), posters, 
photographs, and newspaper cuttings, and loans from 
the Weltskriegsbiicherei (World war library), among 
other lenders.
Subseguent venue
Bielefeld, Stadtisches Museum, Geschichtliche
Abteilung
Novembergeist: Kunst im Dienste der Zersetzung 
(November spirit: Art in the service of subversion)
August 20-c. September 18, 1933
Not open to minors or to members of the 
general public
Selected reviews:
Westfaliscbe Neueste Nacbricbten, August 18 and 22, 1933 
Westfdlische Zeitung, August 18 and 22, 1933
This exhibition was a reduced version of that in Stutt­
gart, the works that had been loaned to Stuttgart by 
the Weltskriegsbiicherei were not shown in Bielefeld 
but were replaced by work by Archipenko
The exhibition was described as a Schulungs- 
ausstellung (educational exhibition) and was open only 
to teachers, doctors, clergymen, judges, and NSDAP 
officials
Dessau, two display windows in the offices of the 
Anbaltische Tageszeitung
July 1933
Organized by Wilhelm F Loeper, NSDAP district 
leader
The exhibition featured works by Bauhaus artists 
owned by the municipal authorities and including
Feininger, Kandinsky Klee, Muche, and Schlemmer 
Purchase prices were listed.
Selected reviews
Anbalter Anzeiger, July 11, 1933 (background 
information)
Ulm, Stadtisches Museum, Moderne Galerie 
and Kupferstichkabinett
Zebn Jabre Ulmer Kunstpolitik 
(Ten years of arts policy in Ulm)
August 4-c September 8, 1933
Selected reviews
Ulmer Sturm, August 3, 1933
Ulmer Tagblatt, August 9 (letter from a reader in sup­
port of the exhibition) and 17, 1933
On view were paintings and graphic works by
Delacroix (oil sketch for Dante and Virgil), Dix,
Faistauer (Gardone di sopra), Grosz, (Marseilles), Haller,
Hofer (Kartenspieler, Trunkene), Jawlensky, Kokoschka 
(Genjer See), Laurencin (Portrait of a Girl), Liebermann, 
Meunier, Munch, Nolde (Johannes der Ta'u/er), Pellegrini, 
Picasso, Renoir, Serusier (Breton Farmhouse), Sisley (Seine 
Landscape), Vlaminck (The Oise at Auvers), and others 
Purchase prices and names of dealers (Abels, 
Flechtheim, Goldschmidt, Thannhauser) were listed
Also included was a portrait by Gustav Essig 
of Emil Schwammberger, mayor of Lllm during the
Weimar Republic, who had protected and supported 
the museums Jewish director, Julius Baum, in his 
purchases of modern art
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Dresden, courtyard of the Neues Rathaus 
Entartete Kunst (Degenerate art)
September 23—October 18, 1933 
Organized by Richard Muller, artist and director of 
the Kunstakademie, Willy Waldapfel, artist and coun­
cilman, and Walter Gasch, official art commissioner 
of Dresden
Minors admitted only as members of guided tours 
Selected reviews:
Dresdner Nachrichten, September 22, 1933
Dresdner Anzeiger, September 23, 1933
Illustrierter Beobacbter, December 16, 1933, 1713—15, 1742
Figure 84
Poster for Entartete Kunst, Dortmund, 1935.
Aulilellung im WoiRon Sual dor Polizoidiroklion, NouhausorsIraBo, Eingang Auguilinorslrotjo 
Gooflnul Worklags von 10 bi» 21 Uhr, Sonnlagi 10 bis 18 Uhr .
Einlrilt- Fur Einzolporsonon 20 Pfonnig Boi goschlossonon Fubrungon dor Bolriobc 10 Plonnig. 
Anmoldung der Fubrungon im Gauaml dor N.S. Gom. „Kra(l durcb Froudo" Abl. Propaganda
Figure 85
Poster for Entartete Kunst, Munich, 1936.
The exhibition included 42 oil paintings by among 
others, Campendonk (Badende), Cassel (Mannliches 
Bildnis), Dix (Kriegskriippel, Der Schiitzengraben),
Feininger (Die Kirche von Gelmeroda), Felixmtiller (Bildnis 
Otto Ruble, Schonheit, Selbstbildnis), Griebel (Madcben in 
Landschaft), Grosz (Abenteurer), Grundig, Hebert 
(Selbstbildnis), Heckel (Sitzender Mann), Heckrott 
(Kinder), Hofer, Jacob (Knabe mit Apfel, Traum), Kan­
dinsky Kirchner (Strassenszene), Klee (Um den Fisch), 
Kokoschka (Die Heiden), Lange (Stilleben mit roter Figur, 
Tscbum der Katzenfreund), Liithy (Madonna), Mitschke- 
Collande, Mueller (Badende), Nolde (Frauenkopf, Garten- 
bild, Madcben im Garten), Pechstein, Rudolph (Regenland- 
schaft, Wirtsstube um Mitternacbt), Schmidt-Rottluff 
(Frauenbildnis), Otto Schubert (Freud und Leid), Schwit­
ters (Merzbild, Ringbild), Segall (Die ewigen Wanderer),
and Skade, 10 sculptures by Hoffmann (Adam und Eva, 
Madcben mit blauem Haar), Liidecke, Marcks, Maskos 
(Mutter und Kind), and Voll, 43 watercolors and 112 
works of graphic art by Dix (Landschaft mit untergehender 
Sonne, Der Streichholzhandler), Felixmtiller, Grosz, 
Heckel, Hofer, Hoffmann, Jacob, Kokoschka (Max 
Reinhardt, Tilla Durieux), Kretzschmar (Der Tod des 
Sekretars), Lange, Liidecke, Modersohn-Becker, Nolde, 
Rudolph, Schmidt-Rottluff, O. Schubert, Segall, Voll, 
and others.
Purchase prices were listed
The Staatliches Filmarchiv in Potsdam- 
Babelsberg has in its collection about ten minutes of 
footage of this exhibition
Subsequent venues
Hagen, Stadtisches Museum 
Kunst zweier Welten (Art of two worlds)
Opened February 11, 1934 
14,520 visitors
Selected reviews:
Hagener Zeitung, February 10 and 12, 1934 
Westfalische Landeszeitung—Rote Erde, February 12, 1934 
Westdeutsche Volkszeitung, February 13 and 14, 1934
A selection of works from the Dresden Entartete Kunst 
exhibition was contrasted to earlier German, Dutch, 
Flemish, and Italian artists, including Graff, Chodo- 
wiecki, Rembrandt, and Rubens, and to acceptable 
examples of twentieth-century German art.
Nuremberg, Stadtische Galerie 
Entartete Kunst (Degenerate art) 
Organized by Emil Stahl, director 
September 7-21, 1935 
12,706 visitors
Selected reviews:
Frankischer Kurier, September 7, 1935 
Niirnberger Zeitung, September 7-8, 1935 
Volkiscber Beobacbter, September 10, 1935
A selection of works from the Dresden Entartete Kunst 
exhibition was shown in Nuremberg on the occasion 
of the 1935 NSDAP rally, to it were added local works 
such as Dix's Bildnis der Tanzerin Anita Berber, already 
held up to ridicule in the 1933 Schreckenskammer exhibi­
tion in Nuremberg (see above).
The Stadtische Galerie also organized an anti- 
Semitic exhibition, Der Judenspiegel (The mirror of the 
Jews), to coincide with this Entartete Kunst exhibition
Dortmund, Haus der Kunst 
Entartete Kunst (Degenerate art)
November 11-December 8, 1935
Organized by the city of Dortmund and the leaders of
the local NSDAP
Adults only
21,668 visitors
Selected reviews:
Dortmunder Zeitung, November 12 and 27, 1935 
Tremonia, November 12, 1935
Westfalische Landeszeitung—Rote Erde, November 12 and 
26, 1935
The exhibition contained forty-eight oil paintings, six 
sculptures, and forty watercolors and works of graphic 
art, which were compared to paintings and reproduc­
tions of works by Caspar David Friedrich, Kobell, 
Leibl (Dorfpolitiker, Frauen in der Kircbe), von Marees 
(Ruderer), Thoma, and others,- a portrait of Hitler, and 
a Merzgedicbt (Merz poem) by Schwitters. Checklists 
of the exhibition are preserved in the Stadtarchiv 
Dortmund (see note 17).
Regensburg, Kunst- und Gewerbeverein The exhibition was identical to that in Dortmund
Entartete Kunst (Degenerate art)
January 12-26, 1936
Organized by the Kunst- und Gewerbeverein 
Regensburg
Selected reviews
Bayerische Ostmark, January 16 and 18-19, 1936
Munich, Alte Polizeidirektion, Weisser Saal The exhibition was identical to that in Dortmund
Entartete Kunst (Degenerate art)
March 4-31, 1936
Organized by the regional headquarters of the Propa- 
gandaministerium for Upper Bavaria, Kraft durch 
Freude, and the NS-Kulturgemeinde
Selected reviews
Miinchner Zeitung, March 4, 6, and 24, 1936 
Neues Miinchner Tagblatt, March 4, 1936 
Miinchner Neueste Nachrichten, March 5, 1936 
Die Deutsche Biihne, April 1936, 6-7
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Breslau (Wroclaw), Schlesisches Museum der 
bildenden Kiinste
Kunst der Geistesrichtung 1918-1933 (Intellectual art 
1918-1933)
Opened December 17, 1933 
Organized by Wolf Marx, acting director
Selected reviews
Schlesische Zeitung, December 5 and 16, 1933 
Schlesische Illustrierte Zeitung, 1934, no. 2, 2-3
Ingolstadt, Neues Schloss (Kunstverein)
Entartete Kunst (Degenerate art)
May 1-June 1, 1936
The exhibition was identical to that in Dortmund
Selected reviews:
Ingolstadter Tagblatt, April 30, May 5, 1936
Donaubote, May 20 and 30, 1936
Deutscher Kunstbericht, no. 6, June 1936
Darmstadt, Kunsthalle (Kunstverein)
Entartete Kunst (Degenerate art)
Opened June 20, 1936
The organizers added works by proscribed Darmstadt 
artists to the Dortmund exhibition
Selected reviews:
Darmstadter Wochenschau, no. 24, June 2, 1936, 1—4 
Darmstadter Tagblatt, June 21 and 23, 1936
Frankfurt am Main, Volksbildungsheim
Entartete Kunst (Degenerate art)
September 1-30, 1936
Organized by Kraft durch Freude and the Hans- 
Thoma-Gesellschaft
On view were the works from the Dortmund exhibi­
tion and contrasting examples of "German" art by
H A. Buhler. Thoma, Scholderer, and others.
Selected reviews:
Nationalblatt, August 30, 1936
Frankfurter Volksblatt, September 9, 1936
Frankfurter Zeitung, September 9, 1936
Frankfurter Wochenschau, 1936, no. 36, 10—11
The exhibition included fourteen oil paintings, includ­
ing works by Adler (Mdnnergesicbt), Dix, Feininger 
(Grutzturm), Grosz (Der neue Mensch), Kokoschka, 
Meidner (Selbstportrat), Oskar Moll (Blick durcbs Fenster, 
Waldesinnere), Molzahn (Zwillinge), Mueller (Esel mit 
Kind), Pechstein (Ehepaar auf Palau), and Schlemmer 
(Drei Frauen); three sculptures, including two works in 
brass by Margarete Moll (Madchenkopf, Weibliche Figur 
[Tanzerin]); and sixty watercolors, drawings, and 
graphic works by Campendonk, Dix (Erinnerung an 
Spiegelsale von Brussel, Kriegskriippel), Feininger, Oskar 
Fischer (Reitendes Paar), Grosz (Da donnern sie . . . ,
Verschiedene Vorgdnge), Hoetger, Kandinsky (from the 
Kleine Welten portfolio), Kirchner, Klee (Die Heilige vom 
inneren Licbt), Leger (Woman Reading), Oskar Moll, 
Pechstein, Schlemmer, Schmidt-Rottluff (Liebespaar, 
Prophetin, Siidseeinsulanerin), Wiisten (Trauung), and 
others, and a prose poem by Kandinsky from Kldnge 
Purchase prices were listed
Halle an der Saale, Museum Moritzburg 
Schreckenskammer (Chamber of horrors)
November 27, 1935-c. July 25, 1937 
Organized by Hermann Schiebel, acting director
Selected reviews
Mitteldeutscbe Nationalzeitung, November 27, 1935
The Halle exhibition was something of an exception, 
since it was not a temporary exhibition but a perma­
nent installation of the gallery's own modern art 
collection, including sculptures and oil paintings by 
Feininger, Kirchner, Kokoschka, Marc, and Nolde and 
watercolors by Kandinsky
The general public was admitted upon payment 
of a special fee, beginning on October 18, 1936, they 
were also required to enter their names in a visitors' 
book (preserved in the Staatliche Galerie Moritzburg 
Halle). Between that date and July 25, 1937, 445 visi­
tors entered their names and addresses in the book
Dessau, Anhaltische Gemaldegalerie 
Entartete Kunst (Degenerate art)
September 19—October 3, 1937 
Over 5,000 visitors by October 1, 1937
Selected reviews:
Anbalter Anzeiger, September 20, October 2-3, 1937 
Der Mitteldeutscbe, September 21, 1937 
Deutsche Allgemeine Zeitung, September 22, 1937 
Frankfurter Zeitung, September 22, 1937 
Volkiscber Beobachter, September 25, 1937
To commemorate the tenth anniversary of its founding
the Anhaltische Gemaldegalerie mounted two exhi­
bitions: Neuerwerbungen der Anhaltiscben Gemaldegalerie 
ausfiinf Jahrbunderten (Recent acquisitions from five 
centuries by the Anhaltische Gemaldegalerie) and 
Entartete Kunst For the latter, the works of the Bauhaus 
artists that had been exhibited in July of 1933 (see 
above) were put on view again and supplemented by 
portfolios of drawings and engravings by Bauhaus art­
ists and paintings by Grosz, Jawlensky, and Schmidt- 
Rottluff
Purchase prices were listed
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Table 2
Venues of the
Entartete Kunst" exhibition, 1937-1941 ©
Munich, Archaologisches Institut, Hofgarten arcades, 
Galeriestrasse 4, rooms housing the plaster-cast 
collection
July 19-November 30, 1937 (extended)
2,009,899 visitors
Selected reviews:
Miincbner Neueste Nacbricbten, July 20, August 20, 1937 
Deutsche Allgemeine Zeitung, July 25, 1937 
Der Fiihrer, July 25, 1937 
Frankfurter Zeitung, November 14, 1937
[The only known extant newsreel footage of the exhi­
bition, taken at the Munich venue, has been located 
in the Library of Congress, Washington, DC. (Julien 
Bryan Collection, uncatalogued film footage)—S B ]
Berlin, Haus der Kunst, Konigsplatz 4 
February 26—May 8, 1938 (extended)
500,000 visitors
Selected reviews:
Frankfurter Zeitung, February 25 and 27, 1938 
Der Angriff, February 26, March 1 and 10, 1938 
Volkiscber Beobachter (Berlin edition), February 26 
and 27, 1938
Leipzig, Grassi-Museum 
May 13—June 6, 1938 
60,000 visitors
Selected reviews:
Leipziger Neueste Nacbricbten, May 14, 1938 
Leipziger Tageszeitung, May 14, 1938
Dtisseldorf, Kunstpalast, Ehrenhof 5 
June 18-August 7, 1938 (extended)
150,000 visitors
Selected reviews:
Diisseldorfer Nacbricbten, June 18, 1938 
Rbeinische Landeszeilung—Rote Erde, June 19, 1938
Salzburg, Festspielhaus
September 4-October 2, 1938 (extended)
40,000 visitors
Selected reviews:
Salzburger Landeszeitung, September 5 and 6, 1938 
Salzburger Volksblatt, September 5 and 6, 1938
FJamburg, Schulausstellungsgebaude, Spitalerstrasse 6 
November 11—December 30, 1938 
136,000 visitors
Selected reviews:
Hamburger Anzeiger, November 11, 1938
Hamburger Fremdenblatt, November 11, 1938 (fig. 78)
Hamburger Tageblatt—Wocbenschau, November 13, 1938
AUSSTELLUNG DERNSDAP 
IM HAUS DER KUNST AM KONIGSPLATZ
KARTEN VORVE RKAUFSPREISE N HIER
Figure 86
Poster for Entartete Kunst, Berlin, 1938.
Figure 87
Poster for Entartete Kunst, Leipzig, 1938, lithograph, 
59 x 84 cm (23'A x 3314 in.),- Museum fur Gestaltung, 
Zurich
Figure 88
Poster for Entartete Kunst, Chemnitz, 1939, 
lithograph, 473 x 33 cm (187# x 13 in ), Textil- 
und Kunstgewerbesammlung Chemnitz
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Figure 89
Poster by Rudolf Hermann for Entartete Kunsl, Hamburg, 
1938, lithograph, 1173 x 82.3 cm (46% x 32% in.); The 
Robert Core Rifkind Collection, Beverly Hills, 
California
‘2 3
wl’Slf
i> S
® I >: I -it4!
» 9«
| QiusfteUuna
*„(gwtitrtete ffititfi"
| fibemnij. Snufmflititifdi. SercinshouB
•11. It mi ult ail 10: 6c«Jtember 1939
jj 33on)erfBufsJarte
* RM. 0,35
Vulbcwa^ren nnb auf Bcrlanacit uorftciacn.
«xa LO
Z i>
' *» GO• £ o
Figure 91
Ticket for Entartete Kuttst, Chemnitz, 1939, Christoph 
Zuschlag, FHeidelberg
Stettin (Szczecin), Landeshaus 
January 11-February 5, 1939 
82,000 visitors
Selected reviews:
Stettiner Generalatizeicjer, January 2, 11, 12, 19, 21, and 24, 
February 2, 1939
Potttmersche Zeilung, January 10, 11, 15, 17, 24, and 28, 
February 4, 7, and 15, 1939
Weimar, Landesmuseum 
March 23—April 24, 1939 
50,000 visitors
Selected reviews:
Allgemeine Thiiringische Landeszeitung Deutschland,
March 23 and 24, 1939
Thiiringer Gauzeitung, March 23 and 24, 1939
Vienna, Kiinstlerhaus 
May 6-June 18, 1939 
147,000 visitors
Selected reviews:
Volkischer Beobachter (Vienna edition), May 5, 6, 7, 
June 12, 1939
Illustrierte Kronen-Zeitung, May 6, 1939
Volks-Zeitung, May 6, 1939
Neues Wiener Tagblatt, May 7, 1939
Kunst dent Volk, May 1939, 36
Die Pause, June 1939, 65-68, 85 (figs. 80-81)
Frankfurt am Main, Kunstausstellungshaus, 
Bockenheimer Landstrasse 8 
June 30—July 30, 1939 
40,000 visitors as of July 22
Selected reviews:
Frankfurter Volksblatt, July 1 and 23, 1939 
Rbein-Mainische Sonntags-Zeitung, July 9, 1939 (fig. 83)
Chemnitz, Kaufmannisches Vereinshaus, Moritzstrasse 1 
August 11-September 10, 1939 (closed on August 26)
Selected reviews:
Chemnitzer Neueste Nachrichten, August 10, 1939 
Chemnitzer Tageblatt, August 11, 1939
Waldenburg (Walbrzych), Silesia, Gebaude der 
Kreisleitung de NSDAP, Adolf-FJitler-Aue 
January 18-February 2, 1941
Selected reviews
Mittelscblesische Gebirgszeitung, January 15, 16, 17, 20, 26, 
29, 1941
Neues Tagblatt, January 16, 18-19, 20, 31, 1941
Halle an der Saale, Landesanstalt fur Volkheitskunde, 
Wettiner Platz 
April 5—20, 1941
Selected reviews
Saale-Zeitung, April 4 and 5—6, 1941 
Halliscbe Nachrichten, April 7 and 8, 1941
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Figure 90
Poster for Entartete Kunst, Halle, 1941
